Boston University Choral Ensembles by School of Music, Boston University
Boston University
OpenBU http://open.bu.edu












ANN HOWARD JONES 
Director of Choral Activities 
BOSTON UNIVERSITY MEN'S CHORUS 
KEVIN LEONG, conductor 
BOSTON UNIVERSITY WOMEN'S CHORALE 
CLAUDIA FROST, conductor 
xxxxxxxxxx~xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
Friday, February 25, 2000 at 8:00 p.m. 
Boston University Concert Hall 
855 Commonwealth A venue 
Boston, Massachusetts 
BOSTON UNIVERSITY CHORAL ENSEMBLES 
ANN HOWARD JONES 
Director of Choral Activities 
KEVIN LEONG, conductor 
CLAUDIA FROST, conductor 




Kevin Leong, conductor 
Susan Rogers, rehearsal pianist 
Sanctus (from Mass for Four Voices) 
Sanctus 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth 
Pleni sunt coeli et terra, 
gloria tua. 
Hosanna in excelsis. 
Benedictus qui venit 
in nomine Domini. 
Hosanna in excelsis. 
Gloria (from Missa Mater patris) 
Gloria 
Gloria in excelsis Deo. 
Et in terra pax 
hornirubus bone voluntatis. 
Laudamus te. Benedicimus te. 
Adoramus te. Glorificamus te. 
Gratias agimus tibi 
propter magnam gloriam tuam. 
Domine Deus, Rex coelestis, 
Deus Pater omnipotens. 
Domine Fili unigenite, Jesu Christe. 
Domine Deus, Agnus Dei, 
Filius Patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Thomas Tallis 
( c. 1505-1585) 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full 
of thy glory. 
Hosanna in the highest. 
Blessed is He who comes 
in the name of the Lord. 
Hosanna in the highest. 
(Translation: Ron Jeffers 
Copyright © 1988 by earthsongs.) 
Josquin Desprez 
(1450-1521) 
Glory to God in the highest. 
And on earth peace 
to all those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give the.inks unto thee 
according to thy great glory. 
Lord God, HeavenlyKing, 
God the Father almighty. 
Lord Jesus Christ, the only begotten Son. 
Lord God, Lamb of God, 
Son of the Father. 
Thou who takest away the sins of the world, 
have mercy upon us. 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
rniserere nobis. 
Quoniam tu sol us sanctus. 
Tu solus Dorninus. 
To solus Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
in gloria Dei Patris. Amen. 
Thou who takest away the sins of the world, 
receive our prayer. 
Thou who sittest at the right hand of the Father, 
have mercy upon us. 
For Thou alone art holy. 
Thou alone art the Lord. 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
in the glory of God the Father. Amen. 
(Translation: Ron Jeffers 
Copyright© 1988 by earthsongs.) 
Der Jager Abschied (Op. 50, No.2) Felix Mendelssohn 
(1809-1847) 
Der Jager Abschied 
hat dich, du schoner Wald, 
gebaut so hoch da droben? 
Wohl den Meister will ich loben, 
Solang noch mein' Stirnrn' erschallt. 
Lebewohl, 
Lebe wohl, du schoner Wald! 
Tief die Welt verworren schallt, 
Oben einsam Rehe grasen, 
Und wir ziehen fort und blasen, 
Dag es tausendfach verhallt: 
Lebe wohl, 
Lebe wohl, du schoner Wald! 
Was wir still gelobt im Wald, 
Wollen's draugen ehrlich halten, 
Ewig bleiben treu die Alten 
Bis das letzte Lied verhallt! 
Lebe wohl! 
Schirm dich Gott, du deutscher Wald! 
Ooseph von Eichendorff, 1810) 
The Hunter's Farewell 
Who is it that built thee, you fair woods, 
War. up on yonder height? 
I will praise that master 
As long as my voice resounds! 
Farewell! 
Farewell, you fair woods! 
Far below the confused world is clamoring, 
Above deer in solitude are grazing, 
And we depart blowing our horns, 
Which echo a thousancf times! 
Farewell! 
Farewell, you fair woods! 
What we silently vowed in the woods, 
We will out in the world faithfully keep, 
And remain eternally loyal to as venerable men 
Until the last song dies away. 
Farewell! 
God protect you, you German woods! 
(Translation: Kevin Leong) 
If with all your hearts (from Elijah) Mendelssohn 
Gregg Jacobson, tenor 
Josephine Lee, piano 
¥, with all your hearts 
'If with allrour hearts ye truly seek me, 
ye shal ever surely find me." 
'"'"'· s saith our God. 
that I knew where I might find Hirn, 
that I might even come before His presence! 
(William Bartholomew, translated from the 
original German by Julius Schubrzng, 1846) 
Mein! (No. 11 from Die schone Miillerin Franz Schubert 
(1797-1828) 
Keith Butler, baritone 
Susan Rogers, piano 
Mein! 
Bachlein, laB dein Rauschen sein! 
Rader, stellt eur Brausen ein! 
All ihr muntern Waldvogelein, 
GroB und klein, 
Endet eure Melodein! 
Durch den Hain 
Ausundein 
Schalle heut ein Reim allein: 
Die geliebte Miillerin ist mein! 
Mein! 
Friihling, sind <las alle deine Bliimelein? 
Sonne, nast du keinen hellern Schein? 
Ach, so muB ich ganz allein 
Mit dem seligen Worte mein 
Unverstanden in der weiten Schopfung sein! 
(Wilhelm Muller, 1820) 
Abendstandchen (Op. 75, No. 2) 
Abendstiindchen 
Schlafe, Liebchen, weil's auf Erden 
Nun so still und einsarn wird! 
Oben gehn die goldnen Herden, 
Fiir uns alle wacht der Hirt. 
Schlingend sich an Baum und Zweigen, 
In dein stilles Kammerlein 
Wie auf goldnen Leitem steigen 
Diese Tone aus und ein. 
Und der Tone Klang entfuhret 
Weit der buhlerische Wind, 
Und <lurch Schlof5 und Wand ihn spiiret 
Triiumend wohl das siiBe Kind. 
Ooseph von Eichendorff, 1811) 
Der Tod 
Der Tod 
Er erschreckt uns 
Unser Retter, der Tod! Sanft kommt er, 
Leis im Gewolkes des Schlafs; 
Aber er bleibt fiirchterlich und wir sehn nur 
Nieder ins Grab, 
ob er gleich uns zur Vollendung 
Fiihrt aus Hiillen der Nacht hiriiiber 
In der Erkenntnisse Land! 
(Friedrich Gottlieb Klopstock, 1764) 
Mine! 
Little brook, let your gushing be! 
Wheels, cease your roaring! 
All you merry woodbirds, 
Large and small, 
Encf your melodies! 
Through the grove, 
Out and in, 
Let only one song be heard today: 
The beloved millermaid is mine! 
Mine! 
Spring, are all of those your flowers? 
Sun, nave you no brighter shine? 
Ah, so I must be all aione 
With my blissful word, 
incomprehensible to all of Creation! 
(Translation: Emily Ezust) 
Mendelssohn 
Evening Serenade 
Sleep, Love, for here on earth 
It is now so calm and lonely! 
Above the golden flocks are roaming, 
And the shepherd watches over us all. 
Winding their way up tree and branches 
To your silent chamber, 
As on golden ladders, 
These tones climb in and out. 
And the sounds are carried off 
Far on the amorous breeze, 
Which through lock and wall finds 
The dreaming, sweet child. 




He frightens us, 
Our Savior, Death! Gently he comes, 
Quietly in the cloud of sleep; 
But he remains terrifying, and we see oru y 
In the depths of the grave 
whether to fulfillment 
He will lead us, from the veil of night over 
Into the land of enlightenment! 
(Translation: Kevin Leong) 
The Lamb 
The Lamb 
Little Lamb, who made thee? 
Dost thou know who made thee? 
Gave thee life, and bid thee feed, 
By the stream and o'er the mead; 
Gave thee clothing of delight, 
Softest clothing, woolly, bright; 
Gave thee such a tender voice, 
Making all the vales rejoice? 
Little Lamb, who made thee? 
Dost thou know who made thee? 
T, ura Lee 
(arr. A. Parker and R. Shaw) 
Little Lamb, I'll tell thee, 
Little Lamb, I'll tell thee: 
FennoHeath 
(b. 1926) 
He is called by thy name, 
For He calls Himself a Lamb. 
He is meek, and He is mild; 
He became a little child. 
I a child, and thou a lamb, 
We are called by His name. 
Little Lamb, God bless thee! 
Little Lamb, God bless thee! 
(William Blake, 1789) 
Stephen Foster 
(1826-1864) 
Sean Landers, baritone 
Laura Lee 
Why has thy merry face, 
Gone from my side, 
Leaving each cherished place 
Cheerless and void? 
Why has the happy dream, 
Blended with thee, 
Robbed of thy sunny smile 
Sweet Laura Lee? 
Far from all pleasure tom, 
Sad and alone, 
How doth my spirit mourn, 
While thou art gone! 
How like a desert isle, 
Earth seems to me, 
Robbed of thy sunny smile 
Sweet Laura Lee? 
(Stephen Foster, 1851) 
WOMEN'S CHORALE 
Claudia Frost, conductor 
Kirstina Rasmussen, rehearsal pianist 
Lift Thine Eyes (from Elijah) 
Lift Thine Eyes · 
Lift thine eyes, 0 lift thine eyes to the mountains, 
whence cometh help. 
Thy help cometh from the Lord, 
the Mal<er of Heaven and earth. 
He hath said, thy foot shall not be moved. 
Thy keeper will never slumber. 
der und Romanzen, Op. 44 
Kirstina Rasmussen, piano 
1. Minnelied 
2. Der Brautigam 







Der Holdseligen sander Wank 
sing ich frohlichen Minnesang, 
denn die Reine, die ich meine, 
winkt mir liebchen Habedank. 
Ach bin inniglich minnewund, 
gar zu minniglich kiisst ihr Mund, 
Iacht so griisslich, lockt so kiisslich, 
dass mir's bebt in des Herzens Grund. 
Gleich der sonnigen Veichenau g!anzt 
der wonnigen Augen biau, 
frisch und riinden bliiht ihn Miindchen 
gleich der knospenden Ros im Tau. 
Ihrer Wangelein lichtes Rot hat 
kein Engelein, so mir Gott! 
Eia! suss ich unablussig bei 
der Preislichen bis zum tod! 
Der Brautigam 
Von alien Bergen nieder so frohlich 
Griissen schallt 
das ist der Friihling wieder, 
der ruft zum griinen Wald. 
Ein Liedchen ist erklungen herauf 
zum stillen Schloss 
dein Liebster hat's gesungen, 
der hebt dich auf sein Ross. 
Wir reiten so geschwinde von alien 
Menschen weit da rauscht die Luft 
so linde in Waldeseinsamkeit. 
Wohin? im Mondenschimmer so bleich 
der Wald schon steht. 
Leis rauscht die Nacht, 
frag nimmer wo Lieb zu Ende geht! 
Die Braut 
Eine blaue Schiirze hast du mir gegeben, 
Mutter, schad urns Farben, Mutter, 
schad urns Weben! 
Morgen in der Friihe wird sie 
bleich erscheinen, 
will zu Nacht so lange Tranen 
auf sie weinen. 
Und wenn meine Tranen es nicht 
schaffen konnen, 
wie sie immer stromen, 
wie sie immer brennen, 
wird mein Liebster kommen und 
mir Wasser bringen, 
wird sich Meereswasser aus 
den Locken ringen. 
Little Song 
I meekly sing my happy little song 
of special joy, 
for the innocence that is mine, 
beckons to me lovely thoughts. 
Oh, I'm deeply wounded, 
not quite so deeply I kiss his mouth, 
he laughs so happily, he entices so 
flirtaciously 
that the bottom of my heart jumps. 
Like the sunny violets glittering 
are the blue eyes, 
fresh and petite blooms your cute little 
mouth like rosebuds in dew. 
Your light red cheeks have 
no angels, oh God! 
Oh! I sit incessantly by the reward 
until its death! 
The Bridegroom 
Joyous greetings roar down from 
the mountains 
that is again springtime, 
it calls tnrough the green forest. 
A little song is ringing down 
from the quiet castle 
your darling sang, 
and hoisted you up on his horse. 
We ride far away from all people, 
the air sweeps like linden 
in a lonely forest. 
Where to? In the moonlight the forest 
already looks so pale. 
Quietly sweeps the night, 
ask nevermore where love goes in the end! 
The Bride 
You gave me a blue apron, 
Mother, a sorrowful color, Mother, 
sorrowful to weave. 
Early tomorrow she will appear pale, 
the night wants to shed tears for her 
for a long while. 
And when my tears can't flow 
anymore 
how they always flow, 
how they always bum, 
my love will come to me 
bearing water, 
he will bring me seawater 
which he got from the Loe. 
Denn er liegt da unten in des 
M'eeres Grunde, 
und wenn ihm die Wogen rauschen 
diese Kunde, 
class ich hier soil freien und ihm 
treulos werden, 
aus der Tiefe steigt er auf zur bosen Erden. 
In die Kirche soil ich nun, 
ich will ja kornmen, 
will mich frornm gesellen zu den 
andem Frornmen. 
Lasst mich am Altare still voruberziehen, 
denn dort ist mein P!atzchen, 
wo die Witwen knieen. 
Miirznacht 
Horch! wie brauset der Sturm 
,lmd der schwellende Strom in der Nacht hin! 
Schaurig susses GefUhl, lieblicher Fri.ihling, 
du nahst! 
Laudia alla Vergine Maria 
Laudi Alla Vergine 
Vergine madre, figlia del tuo Figlio, 
umile ed alta pill che creatura, 
• termine fisso a' etemo consiglio, 
tu se colei che l'umana natura 
nobilitasti si, che'l suo Fattore 
non disdegno di farsi sua fattura. 
Ne! ventre tuo si raccese l'amore, 
per lo cui caldo nell' eterna pace 
cosl e germinato questo fiore. 
Qui se a noi meridiana face 
di caritate, e giuso, intra i mortali, 
se di Speranza fontana vivace. 
Donna, se tanto grande e tanto vali, 
che qua! vuol grazia, ed a te non ricorre, 
sua disianza vuol volar senz'ali. 
La tua benignita no pur soccore 
a chi dimanaa, ma molte fiate 
liberamente al dimandar procorre. 
te misericordia, in te pietate, 
in te magnificenza, in te s'aduna, 
quantunque in creatura e di bontate. 
Ave, Ave. 
Then he lies down below 
on the seafloor, 
and if the waves sweep him, 
this client, 
then I will be free and unfaithful 
to him, 
from the depths he rises up to the angry 
earth. 
I should now go to church, 
I want to go, 
I want to oe a pious example 
to the others. 
Let me quietly pass by the altar, 
then there is my little place, 
where the widows kneel. 
March night 
Listen! How the storm roars 
and the river swells in the night! 
Mysterious sweet feelings, dear springtime, 
you're so near! 
Giuseppe Verdi 
(1813-1901) 
Praise Virgin Mary 
Virgin motner, daughter of your son, 
humble and exaltecf more than any creature. 
fixed goal of the eternal counsel. 
You are she who so ennobled 
human nature that its own maker 
did not distain to become its product. 
In your womb was rekindled the love 
by whose warmth in the eternal peace 
thus germinated the flower. 
Here you are to us the noonday lamp 
of charity, and here below among the 
mortals, 
You are of hope a living fountain . 
Lady, you are so great and worthy 
that anyone desiring grace who does not 
come to you, 
is desiring to fly without wings. 
Your beneficence not only succors 
those who request it, but many times, 
it freely anticipates the request. 
In your mercy, in your pity, 
in your magnamimity, in you 
is assembled whatever in creation is of 
goodness. 
Hail, Hail. 




Amanda James, soprano 
Anne Graczyk, mezzo-soprano 
La Speranza 
La Speranza 
Odi pietosa, mistica speme, 
L'alIDa che geme, da questo suol. 
Col divo incanto detegi ii pianto 
Del nostro duol. 
Ognun t'invoca celeste aurora 
Per cui siindora di gaudio ii sol. 
Diva speranza, dammi costanza, 
odi ii mio duol. 
Elijah Rock 





Hear us pious one, mystical one, 
the soul that moans of this land. 
With divine enchantment cleanse the tears 
of our pain. 
Each one invokes you, celestial dawn 
for you become bright for joy like the sun. 
Divine hope, give me constanance, 
hear my pain. 
arr. by Jester Hairston 
(1901-2000) 
The political and religious tumult of the English Reformation made this time an 
extremely unpredictable one for composers of church music. As the country flip-flopped 
between Anglicanism and Catholicism, only the most skilled and adaptable musicians 
remained employable. Thomas Tallis, who served four successive monarchs, was indeed 
such a musician. 
Tallis's unnamed, four-voice mass (one of only three complete Latin mass settings 
he wrote) is representative of the sacred music that was written in the early 1540s as the 
English Church began to move away from the traditions of Catholicism. The extremely 
syllabic text setting reflects an effort at the time to replace the florid, melismatic style of 
earlier Latin polypnony with one more suited to a clear declamation of the text. Though 
the Sanctus begins chordally, it is largely contrapuntal. More imf'ortant, it exhibits an 
easy alternation between imitative and homophonic writing that 1s one of the hallmarks of 
Tallis's style. 
The northern French composer Josquin Desprez is regarded as one of the greatest 
of the Renaissance. While little is known of his early life, it is thought that he was a 
student of Johannes Ockeghem (c. 1425-1497). Josquin enjoyed an extremely productive 
career, and his music, through extensive publication, was well known and admired 
throughout western Europe.1ndeed, Josquin is the most represented composer in the 
repertoire of music which survives from the late fifteenth and early sixteenth centuries. 
Because of a lack of manuscript sources, however, determining an accurate chronology of 
his works has been a notoriously difficult problem for Renaissance musicologists. Of thP 
eighteen extant masses by Josquin, scholars generally believe the Missa Mater patris to · 
one of the earlier ones even though it was published near the end of his life in 1514. . 
To solve the compositional problem of creating musical unity among the five main 
sections of the mass, Josquin based them all on Mater patris, a well known (at the time, at 
least) three-part motet by Antoine Brumel (c. 1460-c. 1520). (This technique is termed 
parody, and the resulting work is called a parody mass.) Since Brumel himself composed 
two masses based on chansons by Josquin, Josquin may have been returning the favor in 
writing Missa Mater patris. Another possibility is put forth by Willem Elders who rejects 
the mass 's early composition date, speculating instead that it was written on the occasion 
of Brumel's death. The Gloria movement of Missa Mater patris is a succession of canonic 
duets connected by passages of block chords which reflects the structure of Brumel's motet. 
Interestingly, because of stylistic inconsistencies in the homophonic writing, some scholars 
dispute Josquin's authorship of the mass. Jeremy Noble has acknowledged this while also 
recognizing the Missa Mater patris to be "an exceptional work - exceptional enough to 
make Josquin's authorship questionable, but also enough to make it very difficult to 
suggest anyone else as its composer." 
The men's choral society (Miinnergesangverein) played important musical and 
social roles in nineteenth-century Germany. Because it drew its members from all walks of 
life, it served as a unifying element for the entire community and often lay at the heart of a 
city's cultural life. The tradition of men's choral singing began with the establishment of 
the Berlin Male Choir in 1809. The director of this group was Friedrich Zelter who would 
become the mentor of a musical child prodigy born in the very same year, Felix 
Mendelssohn. At the age of twelve, Zelter introduced his pupil to Johann Wolfgang von 
Goethe (1792-1754) with whom Mendelssohn came to share a deep friendship . Goethe 
fired a passion in Mendelssohn for German literature which became a strong creative 
' ce in his composition. 
One area in which Mendelssohn was able to fuse his musical and literary 
,1 terests was the choral song. The vast majority of his works in this genre were written 
after the summer of 1836 when Mendelssohn directed an amateur choral society in 
Frankfurt. Practically all of his choral songs were occasional pieces written for informal 
gatherings of singers, and most of them remained unpublished at the time of his death. Of 
the thirty-one pieces that Mendelssohn wrote for men's chorus, only a single set of six 
songs (Op. 50) was published during his lifetime. Der Jiiger Abschied (1840), complete 
with the calls of hunting horns, appeared as part of this set in 1842. Although it was 
written earlier, Abendstiindchen (1839) is part of a set of four songs (Op. 75) compiled 
later in 1848. Both are charming settings of poems by the contemporary, German Romantic 
lyricist, Joseph von Eichendorff (1788-1857) . 
Aside from being a devoted teacher, Paul Hindemith was very much concerned 
with the promoting and improving the state of amateur music. He genuinely believed that 
music could bring about world peace. In 1952 he wrote, "It is not impossible that out of a 
tremendous movement of amateur community music a peace movement could spread over the 
world .. . People who make music together cannot be enemies, at least not whi1e the music 
lasts." It was the composer's responsibility, he felt, to write works of high quality which 
could still be performed by amateurs, and he began doing so in 1927. For German men's 
choral societies in the modem era, this meant replacing- what he considered to be an 
outdated, nineteenth-century repertoire with new music. The music that Hindemith wro.te 
for amateur choirs was influenced by German Renaissance vocal music. Compared to his 
previous work, it was more tonal and less dissonant, more lyrical and less instrumental in 
character. He eventually adopted this new style in all of his compositions. 
Der Tod (1931), one of twelve compositions for men's voices, was written for 
and dedicated to the Magdeburg fyfen's Choral Society. Friedrich Holderlin (1770-1843) 
wrote the text, a meditation of the nature of death, as an untitled entry in a family album 
and dedicated the lines to "an unknown person." The poem apeeared in early-twentieth-
century editions of Holderlin's works with the title, "Der Tod.' In fact, these lines were 
misattributed and are actually!art of an ode written by Friedrich Gottlieb Klopstock 
(1724-1803) called "Die Zukim " ("The Future"). 
In 1937 Hindemith let Nazi Germany for Switzerland and eventually came to 
settle in New York City in 1940. That year he began teaching theory and compo.sition at 
Yale University and continued to do so until 1953. He was a strict teacher. Dunng his 
teen years at Yale, he allowed his department to award only forty-seven Master of 
sic degrees. (He once exclaimed, "My God, how can anyone ever be a master of 
music?!") One of these lucky students, was Fenno Heath who managed to obtain his degree 
in 1952. The very next year, Heath replaced the retiring Marshall Bartholomew as 
conductor of the Yale Glee Club and held that position until 1992. Before Yale began 
admitting women in the 1970s, Heath's compositions and arrangements for the Ya1e Glee 
Club were written for men's voices. 171e Lamb is a gentle setting of William Blake's 
famous poem and very much a descendant of the nineteenth-century partsong. The piece's 
colorful harmonic progressions are characteristic of Heath's writing. 
Stephen Foster was the first American to support himself as a songwriter. Foster 
composed aoout two-hundred songs in all and many, such as Oh! Susanna, Camptown 
Races, and Jeanie with the light brown hair, have become classics. Laura Lee was written 
in 1851, near the height of Foster's career and the same year that he wrote Old Folks at 
Home. Many of Foster's melodies were arranged by Alice Parker and Robert Shaw for the 
Robert Shaw Chorale which toured and recorded extensively between 1948 and 1968. 
Laura Lee was added to the group's repertoire in 1960. 
-Kevin Leong 
At the first performance of Mendelssohn's Elijah in England in 1846, "Lift Thine 
Eyes" was sung as a duet. Mendelssohn, who conducted, was dissatisfied in spite of the 
triumphant success of the premiere, and made many changes, including a trio of angels to 
sing to Elijah as he slept under the juniper tree. The beauty of this a cappella chorus has 
attracted frequent excerpting for women's choirs. Followmg "Lift Thine Eyes" the 
chorus, "He, watching over Israel," continues the lull before the great tempest and Eli ~ 
final triumph. Elijah, the fiercest and most vengeful of the prophets, attracted the gentle 
Mendelssohn, who railed against the new musical and social conventions of the mid-19th 
century. In a letter to his literary friend Julius Schubring, he wrote: I imagined Elijah as a 
real prophet through and through, of the kind we could really do with today: strong, 
zealous and yes, even bad-tempered, angry and brooding in contrast to the riff-raff, 
whether of the court or of the peorle, and indeed at odds with almost the whole world 
and yet borne aloft as if on angels wings. Elijah proved to be the young Mendelssohn's 
final oratorio, as he died at the age of 39. 
In the spirit of the burgeoning choral society movement in Germany, Brahms 
founded and conducted the Hamburger Frauenchor in 1859. A wealth of German romantic 
poets, coupled with a love of folk music, inspired Brahms to compose twelve "Son17.s and 
Romances" for four-part womenfs voices between 1859 and 1863. The first two, Little 
Song" and "The Bridegroom," were first performed on a concert in 1861 sponsored by 
Clara Schumann, where Brahms conducted the Hamburger Frauenchor. The strophic 
setting of Minnelied, by poet Johann Heinrich Voss (1751-1862), demonstrates the 
influence of folk music. Brahms composed music that rushes headlong like the steed that 
carries the lovers on their romantic journey in the poem Der Brautigam by Joseph Freiherr 
von Eichendorff (1788-1857) . The final two songs of the set epitomize Brahms' dichotomy 
of compositional styles. Die Braut, with its homophonic texture, follows the verses of a 
poem based on a German legend. According to the tale, a young woman would hang an 
apron from her window as a sign that she was ready to marry. The bride would announce 
her choice by sending the chosen suitor a scarf. In Wilhelm Muller's (1794-1827) poem, 
the young woman's true love has been drowned and she weeps as a widow while 
anticipating her chosen groom. A striking contrast, Miirznacht is composed in strict 
canon form in two contrasting sections. The short poem by Johann Ludwig Uhland (1787-
1862) whips up a storm in the first section, and with a change to major mode, foretells the 
coming of spring. The adventurous harmonies that are created remind us of why the great 
serialist Arnold Schoenberg called Brahms "the progressive." 
Verdi composed Quattro pezzi sacri when he was 85 years old, his final work 
before his death. The four pieces, not intended to be performed as a set, call for different 
forces . The Ave Maria, based on an enigmatic scale is scored for four-part a cappella 
choir. The Stabat Mater and the Te Deum call for chorus of mixed voices and orchesti 
The Laudia alla Vergine Maria differs from the other three not only in its use of treble 
voices, but its Italian text coming from the final canto of Dante's Paradiso. Each verse 
begins with a new musical motif which expresses the text much like the style of Palestrina. 
The score is meticulously marked with detailed instructions for performance. First 
performed in Paris in the spring of 1898, Verdi was too ill to attend but insisted that the 
scores be brought to him in Genoa for marking. Verdi's turn to sacred music, his setting of 
the Requiem in 1875, and the completion of tile "Four Sacred Pieces" in 1898, after a 
career as an opera composer have caused historians to wonder about the depth of his 
Christian beliefs. Although he was not a Catholic and spoke openly about his agnostic 
views, Verdi asked for "one priest, one candle and one cross" for his funeral ancfhe asked 
to be buried with his Te Deum. 
· Admired by Verdi, Rossini was a composer of opera who also turned to sacred 
music in his final years. After composing Guillaume Ten in 1829, Rossini took a 40 year 
hiatus from composing. He became ill in 1832 and never completely recovered. In 1841, 
Rossini composed his Stabat Mater and it was received entnusiastically. His final work 
was Petite messe solennelle for twelve voices, two pianos and harmonium, completed in 
1864 and orchestrated by Rossini shortly afterwards. Rossini referred to the mass as "the 
last mortal sin of my old age." La Speranza, or L'esperance as it was first published in 
Paris in 1844, was one of a group of three sacred choruses for women's voices. Under the 
beautiful melodies and lush harmonies in the voice parts, Rossini composed virtuostic 
o accompaniment. In speaking of music he said: "Delight must be the basis and aim of 
Art: Simple melody- dear rhythm." "Delightful" is the one word that best describes 
La Speranza. 
Jester Hairston died in Los Angeles on January 18 at the age of 98. Born in North 
Carolina, he attended Massachusetts Agricultural College and later studied music at Tufts 
University. He conducted the Hall Johrison choir beginning in 1935 and recorded 
background scores for many Hollywood movies. He became a character actor, appearing 
in Tarzan films, "The Alamo" and on the "Amos 'n' And,( television show. As recently 
as 1991, he appeared on the television situation comedy,' Amen." His many arrangements 
of Black Spirituals, including Elijah Rock and Poor Man Lazrus capture the excitement 
and fervor of the slaves. Hairston said: "I decided that I wanted to make my mark in folk 
sc:mgs because my grandparents were slaves, I wanted to keep that music alive. " Hairston 
biographer Henry WieneK said of him: "He never let go of his an~er over slavery, but he 
also forgave. Still, he insisted that you should never forget your history." The compelling 






Faculty Brass Quintet 
Tom Rolfs, trumpet 
Terry Everson, trumpet 
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Boston University Symphony Orchestra 
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Boston University Men's Chorus 
Tenor I 
Martin Benvenuto, Buenos Aires, Argentina 
Matthew L. Garrett, Spartanbi~rg, SC 
Gregg M. Jacobson, Randolph, NJ 
Tenor II 
Daniel Jaosn Bishop, Memphis, TN 
Benjamin M. Pancoast, Atkinson, NH 
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Sean Landers, Succasunna, NJ 
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Adam Alexander, New Canaan, CT 
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Thompson R. Patton, Duarte, CA 
Jonatli.an VanderWoude, Burlington, MA 
Darrick Yee, Cambridge, MA 
Thompson R. Patton, Duarte, CA 
Jonathan VanderWoude, Burlington, Ji ~ 
Darrick Yee, Cambridge, MA ~ 
Boston University Women's Chorale 
Soprano I 
Meryl Atlas, Orange, CT 
Jennifer Cameron, Spokane, WA 
Christina Grandy, North Easton, MA 
Amanda James, Lake Forest, IL 
Marissa Katz, Baldwin, NY 
Caitlin Kazepis, Stephens City, VA 
Brianne Lufty, Milford, MA 
Helen Puckett, Clarksburg, MD, 
Katherine Womer Benjamin, Aurora, OH, 
Soprano II 
Uzo Aduba, Medfield, MA 
Jessica Brusilow, Dallas, TX 
Grace Cho, Seoul, South Korea 
Sara Davis, Indianapolis, IN 
Natalia Douris, Red Hook, NY 
DeAnne Dubin, Belleville, MI 
Emily M. Ezzie, Colton, NY 
Alexis Munier, Boston, MA 
Ashley Nelson, Morristown, NJ 
Sarah Palmer, San Ramon, CA 
Alto I 
Andrea Brenon, Ilion, NY 
Leta Chan, Alameda, CA 
Anne Graczyk, Windsor Locks, CT 
Sun-ah Kim, Boston, MA 
Yumi Lee, Brookline, MA 
Nicole Scott, Needham, MA 
Lisa Stein, Mendota Heights, MN 
Alto II 
Missy Backus, Westport, CT 
Elizabeth Edwards, Boston, MA 
Michelle Pisa, Tyler, TX 
Verdis Robinson, Boston, MA 
Ann Rooney, Boston, MA 
Rebecca Singer, Fountain Valley, CA 
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* * * * * * * * * * * * * * * * * 
You can help support these talented young artists by joining the Friends of . 
Music at the School for the Arts. For information, please contact Jennifer 
Shepard, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 6171353-3345. 
